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INSTRUCTIONS  FOR  PLAYING 


THE 

CLARINET. 


This  book  is  designed,  solely,  to  teach  the  art  of  playing  the  Clarinet ; — it  is  presumed,  therefore, 
that  the  student  has  made  himself  well  acquainted  with  the  rudiments  of  music ; with  which  previous 
knowledge  he  will  save  much  time,  be  enabled  to  concentrate  his  mind  upon  the  instrument,  per  se^ 
and  consequently  facilitate  his  progress. 

The  only  remarks  necessary  to  be  made  are,  that  all  music  for  the  Clarinet  is  written  or  printed 
in  the  G,  or  treble  clef ; and  a full  exemplification  of  the  instrument  is  given  on  the  two  previous 
pages. 

The  compass  of  the  Clarinet  is  from  El|^  under  the  third  ledger  line  below  the  stave, 



thus : 


- to  C in  altissimo,  over  the  fifth  ledger  line  above  the  stave,  thus  : 


In  this  extent,  every  semitone  is  included. 

One  of  the  earliest  objects  of  the  student’s  attention  should  be  to  obtain  a pleasing,  mellow  tone; 
to  achieve  which,  great  care  must  be  taken  in  the  selection  of  the  reed  ; this  (the  reed)  must  be 
nearly  transparent  at  the  point,  and  have  a gentle  spring  when  pressed  against  the  thumb-nail. 
The  REED  ought  to  rest  on  the  mouthpiece  at  about  a sixteenth  part  of  an  inch  from  the  point ; if, 
however,  it  be  too  thick  or  hard,  the  tone  (the  especial  beauty  of  this  instrument)  will  be  not  only 
rough  and  uneven,  but  require  much  labour  in  its  production. 

The  following  directions  are  important : — Put  the  mouthpiece  a short  distance  within  the  lips ; 
draw  the  lips  over  the  teeth  without  contraction ; blow  gently,  without  covering  any  of  the  holes 


with  the  fingers,  and  the  open  note,  G,  on  the  second  line  of  the  stave,  will  be  produced — 


N.B. — It  is  called  open  note  because  all  the  holes  for  the  fingers  are  unstopped.  Be  sure  to  hold  the 
instrument  firmly  ; — to  do  this,  the  thumb  of  the  left  hand  must  be  below  the  back  hole ; the  little 
finger  may  rest  on  the  long  key  (by  name  Btj) ; the  thumb  of  the  right  hand  should  be  placed  under 
the  second  long  joint,  parallel  with  the  second  hole  of  the  right  hand. 


Example  of  the  open  note,  G,  on  the  second  line  of  the  stave : 
until  it  can  be  sounded  with  freedom. 


Repeat  this  note 


To  produce  A,  in  the  second  space  : 


put  the  first  finger  of  the  left  hand  on  the 


A A 

small  key  just  above  the  top  hole.  Repeat  this  note  until  it  is  produced  with  freedom. 


Practise  now  these  notes  in  succession  : 


6 
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To  produce  C,  on  the  first  ledger  line  below  the  stave 


Tr~ 


-||-  put  the  first  three  fingers 


of  the  LEFT  hand  on  the  holes  of  the  upper  joint,  cover  the  thumb-hole  at  the  back,  and  avoid  the 
kov  above  the  back  hole. 

To  produce  the  lower  G,  under  the  second  ledger  line  below  the  stave : z put  the 


"O' 

G G 


first,  second,  and  third  fingers  of  the  right  hand  on  the  three  lower  holes ; the  left  hand  to  be  on 
the  holes  of  the  upper  joint,  and  the  back  hole  must  be  covered. 

Now  play  these  foiu’  notes  m succession,  ascending  and  descending : s> . 


c/ ©- 

~irjr 


e 


To  produce  the  lowest  note,  E,  under  the  third  ledger  line  below  the  stave: 


■cr  ST 
E £ 


cover  all  the  holes  with  the  fingers  of  both  hands,  and  likewise  the  thumb-hole  of  the  left  hand ; 
put  also  the  little  finger  of  the  left  hand  on  the  long  key ; relax  the  lip  a little,  and  blow  gently. 

B B 

To  produce  Bill,  on  the  third  line  : pEgdl  - put  the  thumb  of  the  left  hand  on  the  back 
key  and  hole,  and  cover  all  the  holes  with  the  fingers ; put  the  little  finger  on  the  long  key. 

To  produce  C,  in  the  tim'd  space  : jz  lift  the  little  finger  from  the  long  key,  keep  all 

the  holes  covered,  and  put  the  thumb  on  the  back  key  and  hole  of  the  left  hand. 

Now  practise  the  notes  already  given  : 


jcr 


1 


ST 


I ST 


To  produce  F,  on  the  third  ledger  line  below  the  stave  : 


- cover  all  the  holes  with  the 


-G>- 
y F 


lingers,  and  also  the  thumb-hole  of  the  left  hand.  N.B. — Avoid  the  thumb-key,  and  blow  gently. 

cover  the  holes  with  the  thumb  and  first  finger 


To  produce  Ft|,  in  the  first  space  : 


of  the  LEFT  hand ; let  all  the  other  holes  be  open  ; avoid  the  thumb-key  at  back  ; let  the  first  finger 
of  the  RIGHT  hand  touch  the  short  side  key. 

E E 

To  produce  Etj,  on  the  first  line  : 

■ 

cover  their  two  holes. 


-& — &- 


iz  let  the  thumb  and  first  finger  of  the  left  hand 


To  produce  A^j,  on  the  second  ledger  line  below  the  stave 


] 

1 

J 

1 

— 

cover  the  thumb-hole  of 


the  LEFT  hand,  and  likewise  the  other  five  holes ; leave  the  tim'd  and  little  fingers  of  the  right  hand 
in  position  over  the  holes. 

To  produce  Bfil,  under  the  first  ledger  line  below  the  stave  : ^ • z.  z^§z  cover  all  the  holes  in 


B B 


the  LEFT  hand,  including  back  hole,  and  place  the  first  finger  of  the  right  on  its  hole. 
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To  produce  DCJ,  below  the  stave  ; ^ tzt — 1|-  cover  with  the  left  hand  the  two  upper  holes 


D D 


and  thumb-hole. 

Having  progressed  thus  far,  an  octave  and  a half  may  now  be  practised. 


Ascending  Diatonic  Scale  of  C. 

GABCDEFGABC 


ZCZi 


i 


P 


-e?-  ' — " ' — ' 

Descending  Diatonic  Scale  of  C. 

CBAGFEDCBAG 


F E 


e -gj 


I ® £3' 


i 


-o- 


■CS" 


N.B. — Play  all  the  foregoing  very  slow,  and  count  mentally,  or  beat  with  the  foot,  in  order  to 
give  to  each  note  its  full  value. 

Semibreves  are  used  in  these  examples,  to  each  of  which  count  or  beat  eight. 

The  sign,  pp  / pp  is  placed  under  each  note  to  indicate  that  the  sound 

must  be  begun  very  softly,  gradually  increased  to  loud,  and  then  as  gradually  decreased  to  very  soft. 
pp  (Pianissimo),  very  soft. 
p (Piano),  soft. 

Cres.  (Crescendo),  to  increase  the  sound. 
f (Forte),  loud. 
ff  (Fortissimo),  very  loud. 

Deeres.  (Decrescendo),  to  decrease  the  sound. 

Dim.  (Diminuendo),  to  diminish  the  sound.  Continue  this  practice  for  a short  time,  in  order  that 
the  lips  (or  embouchure')  may  become  firm,  and  be  enabled  to  bear  the  increased  pressure  required  for 
the  higher  notes. 

Six  fingers  cover  the  top  holes. 


D,  on  the  fourth  line 


I z is  fingered  like  G,  under  the  second  ledger 


"O" 


Thumb-key. 

line  below  the  stave,  with  the  addition  only  of  the  thumb-key  of  the  left  hand  being  opened. 

N.B. — This  back  key  must  be  opened  from  B13,  third  line  of  the  stave,  for  all  the  upper  notes. 
The  Fll,  on  the  fifth  line,  may  be  taken  two  ways,  viz.,  the  third  finger  of  the  right  hand  to 
press  down  the  little  key  over  which  it  stands — the  other  holes  to  be  covered ; or,  by  putting  the 
first  and  third  fingers  only  of  the  right  hand  on  the  holes, — the  left  hand  to  cover  the  holes,  with 

back  hole  covered,  and  key  pressed  down  : 


Litufi^y.  Upen  F,  without  key. 


G,  above  the  stave,  the  same  as  C,  on  the  first  ledger  line  below  the  stave,  with  the  thumb- 

c 

key  of  the  left  hand  in  addition  only : : 


G 

.C2. 


Thumb-key.  ■ 

A,  on  the  first  ledger  line  above  the  stave,  is  similar  to  D,  below  the  stave,  with  the  thumb-key 

° 

in  addition,  and  hole  covered : 

Thumb-key. 

B,  over  the  first  ledger  line  above  the  stave,  is  similar  to  E,  on  the  first  line,  with  the  tliuniD- 


B 

-C2- 


key  added 


s 


Thumb-key  and  liole  covered. 
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C,  on  the  second  ledger  line  above  the  stave,  may  be  taken  the  same  way  as  F,  in  the  first  space,  by 
key  or  fingering,  with  the  addition  of  the  thumb-key  (see  F,  in  the  first  spac 


r 1 

] 

/ 

7 1 

1 

r 

> 1 

- 

A; 

J a 1 

- — , ^ » 

Side  key.  Finger. 


We  have  now  another  octave  of  the  scale  of  C (the  middle  octave)  : — 

B C 


— 


G A 

-© Q 


n: 


This  scale  is  to  be  played  slowly,  as  before  directed,  and  often  repeated.  The  following,  also,  in 
like  manner : — 


/ « 1 

F 

^ ^ ^ 1 

T 1 

1 

•V 

t'  1 

n 

o o o o o o o o o o o o o 

i 


'25' 


1 


The  upper  line  of  these  last  two  scales  with  the  thumb-key,  the  lower  without.  The  student  must 
be  aware  by  this  time  of  the  use  of  the  thumb-key  for  notes  above  Btl,  third  line.  The  above  scales 
are  similarly  fingered,  with  the  exception  of  the  last  two  notes  of  the  lower  line,  B,  on  the  third 
line,  and  C,  in  the  third  space. 

The  following  notes  have  the  same  fingering,  though  they  are  different  in  notation.  The  im- 
mediate study  of  them  is  required,  that  the  Chromatic  Scale  may  be  commenced. 

To  produce  F|,  on  the  third  ledger  line  below  the  stave,  or  Gb,  under  the  second  ledger  line 

F|  Gb  _ 

below  the  stave:  *Ex.l.^:  |z  cover  all  the  holes  with  the  fingers,  put  the  little  finger  of 

the  LEFT  hand  on  the  second  long  key  (avoid  the  back  thumb-key),  and  blow  gently. 

To  produce  G$,  under  the  second  ledger  line  below  the  stave,  or  Ab,  on  the  second  ledger  line 

^ Ai? 

below  the  stave  : Ex.  2. 


cover  all  the  six  holes  and  thumb-hole — press  down  the  key 

under  the  little  finger  of  the  right  hand. 

To  produce  A|,  on  the  second  ledger  line  below  the  stave,  or  Bb,  under  the  first  ledger  line 


.3.^ 


Bb 


p cover  the  upper  five  holes  and  thumb-hole,  and  let  the 


below  the  stave  : Ex  

^ l^b"^ 

third  finger  of  the  right  hand  press  down  the  side  key  immediately  under  the  third  finger. 

To  produce  Bb,  under  the  first  ledger  line  below  the  stave,  or  Cb,  on  the  first  ledger  line  below 
B4  Cb 

the  stave  : Ex.  4.  [|-  cover  the  three  upper  holes  and  thumb-hole  of  the  left  hand, — the 




Co- 

first  finger  of  the  right  hand  to  be  one  hole,  the  other  holes  to  be  open. 

To  produce  D|,  under  the  stave,  or  Eb,  on  the  first  line  of  the  stave : ^ 


Di  Eb 


be 


let  the  thumb,  the  first  and  second  fingers  of  the  left  hand  cover  their  holes,  let  the  tim'd  finger  press 
down  the  small  key  immediately  under  it,  and  let  all  the  other  holes  be  uncovered. 

* Take  notice, — these  notes  are  the  same  in  sound,  but  different  in  notation. 
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To  produce  E|,  on  the  first  line  of  the  stave,  or  FC],  in  the  first  space : Ex.  g. 


Ef  FQ 


i 


let  the  thumb  and  first  finger  of  the  left  hand  be  on  their  holes ; let  the  first  finger  of  the  rigut 
hand  press  down  the  short  side  key  of  the  upper  joint  immediately  near  it. 

Ff  Gb 

To  produce  F|,  in  the  first  space,  or  Gb,  on  the  second  line  : Ex.  7.  thumb 

of  the  left  hand  cover  its  hole ; let  the  first  finger  of  the  right  hand  press  down  the  small  side  key 
(the  same  side  key  as  for  E#). 


Gj  Ab 


To  produce  Gf,  on  the  second  line,  or  Ab,  in  the  second  space : ex.  8. 


ba: 


— P-  let  all  tlie 


holes  be  open ; let  the  first  finger  of  the  left  hand  press  down  the  side  key  immediately  near  it. 

A|  Bb 

To  produce  A|,  in  the  second  space,  or  Bb,  on  the  third  line : Ex.  9.  E 

holes  be  open  ; let  the  thumb  and  first  finger  of  the  left  hand  press  down  the  two  keys  immediately 
under  them. 

Bb  Ct? 

To  produce  Bt],  on  the  third  line,  or  Cb,  in  the  third  space: 


bz2— jz  let  all  the 


holes  be  covered,  put  the  little  finger  of  the  left  hand  on  the  long  key,  and  let  the  thumb-key  of 
the  LEFT  hand  be  pressed  down. 

_Cj__Db 

To  produce  in  the  third  space,  or  l)b,  on  the  fourth  line:  il.  let  all  the 


holes  be  covered,  as  in  the  foregoing  example ; put  the  little  finger  of  the  left  hand  on  the  second 
long  key. 

D|  Eb 

To  produce  D|,  on  the  fourth  line,  or  Eb,  in  the  fourth  space : let  all  the 


holes  be  covered  and  the  thnmb-key  pressed  down,  and  let  the  little  finger  of  the  right  hand  press 
down  the  short  key  under  it. 

, g Fj 

To  produce  Ef,  in  the  fourth  space,  or  Eij,  on  the  fifth  line : Ex.  13.  


z let  the  LEFT  hand 

fingers  and  thumb  cover  their  respective  holes,  and  the  first  and  third  fingers  of  the  right  hand 
cover  their  allotted  holes ; or  let  the  first  two  holes  of  the  right  hand  be  covered,  and  the  third  finger 
press  down  the  small  key  immediately  under  it  (the  sounds  will  be  similar). 

F|  Gb 

To  produce  Ff,  on  the  fifth  line,  or  Gb,  above  the  stave  : ^ hand 

fingers  cover  their  holes,  and  let  the  thumb  press  down  its  key,  and  cover  its  hole ; the  first  finger  of 
the  RIGHT  hand  is  to  be  on  its  hole. 

This  fingering  is  for  Boose’s  Improved  Clarinet  with  rings  to  the  holes  for  the  right  hand. 

Ab 


.To  produce  G|,  above  the  stave,  or  Ab,  on  the  first  ledger  line  above:  15 


?&- 


s; 


let  the  holes  be  covered  by  the  fingers  of  the  left  hand,  also  let  the  thumb-hole  and  key  be  pressed 
down ; put  the  little  finger  of  the  left  hand  on  the  small  key  immediately  under  it. 

To  produce  A|,  on  the  first  ledger  line  above,  or  Bb,  over  the  first  ledger  line  above: 
A$  Bb  ' 

^ je-  bo- 


Ex.  16. 


: jl  let  the  thumb  of  the  left  hand  press  down  the  key,  and  cover  the  hole ; let 


10 
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the  first  and  second  fingers  of  the  same  hand  be  on  the  holes,  and  let  the  third  finger  press  down  the 
small  key  immediately  under  it. 

To  produce  Bl?,  over  the  first  ledger  line  above,  or  Cb,  on  the  second  ledger  line  above : 

Bif  cb 


Ex.  17. 


let  the  thumb  of  the  left  hand  press  down  its  key,  and  cover  the  hole ; also 


let  the  first  finger  of  the  same  hand  cover  its  hole ; and  the  little  finger  of  the  right  hand  is  to  press 
down  the  small  key  over  which  it  rests. 

To  produce  C#,  on  the  second  ledger  line  above,  or  Db,  over  the  second  ledger  line  above : — 


ci  Db 


Ex.  18. 


i 


1 


let  the  thumb-hole  of  the  left  hand  be  covered,  and  the  key  pressed  down ; 


also  the  second  and  third  fingers  of  the  same  hand  are  to  be  on  their  holes  ; the  three  fingers  of  the 
RIGHT  hand  are  to  cover  their  holes,  and  the  little  finger  of  the  right  hand  is  to  be  on  the  small  key 
immediately  under  it. 


Tliere  is  another  mode  of  fingering  of  these  notes — namely,  cover  the  thumb-hole  and  press  down  its  key ; put  the  little  finger  of 
the  RIGHT  hand  on  the  small  (or  Et?)  key  immediately  under  it,  and  keep  all  the  other  holes  open 


To  produce  Dtl,  over  the  second  ledger  line  above  the  stave : 


Ex.  19. 


fj 


i 


let  the  thumb 


of  the  left  hand  cover  its  hole,  and  press  down  its  key ; the  second  and  third  fingers  of  the  same  hand 
to  be  on  their  holes ; put  the  first  and  third  fingers  of  the  right  hand  on  them  holes,  and  let  the  little 
finger  press  down  the  small  key  (Eb)  immediately  under  it. 


N.B. — There  must  he  a sliglit  increase  of  pressure  by  the  lips  on  the  reed  to  produce  this  sound  ; the  other  high  notes  will  like- 
wise require  the  same  pressure  on  the  reed.  Endeavour  to  avoid  the  squeak  which  harsh  blowing  and  want  of  proper  pressure  is  sure 
to  emit. 


To  produce  Df,  over  the  second  ledger  line  above,  or  Eb,  on  the  third  ledger  line  above : 
D|  Eb 

|c2. 


Ex.  20. 


*7 


let  the  thumb  of  the  left  hand  press  down  the  key,  and  cover  its  hole ; put 


the  second  and  third  fingers  of  the  same  hand  on  their  holes ; the  first  finger  of  the  right  hand  should 
cover  its  hole,  and  the  little  finger  of  the  same  hand  press  down  the  key  immediately  under  it  (Eb). 

Eb 

-o- 


To  produce  Eji,  on  the  the  third  ledger  line  above  the  stave:  Ex.  21. 


- the  thumb  of 


the  LEFT  hand  is  to  press  down  the  key,  and  cover  its  hole ; place  three  fingers  of  the  same  hand  on 
their  holes,  and  with  the  little  finger  of  the  right  hand  press  down  the  key  (Eb).  Another  fingering 
for  this  Eti  is,  to  put  the  second  and  third  fingers  on  their  holes : the  rest  as  before. 


N.B. — The  first  method  will  be  found  most  agreeable,  and  more  easily  produced. 


Do  not  forget  the  increased  pressure  on  the  reed. 


To  produce  E|,  on  the  thii*d  ledger  line  above  the  stave,  or  Ft],  over  the  third  ledger  line  above  : 
Ftit 


the  same  fingering  as  above  described  for  E!3,  with  the  addition  of  the 


little  finger  of  the  left  hand  to  press  down  the  small  key  (G|)  immediately  under  it.  Another 
mode  of  fingering  this  note  is, — cover  the  thumb-hole,  and  press  down  the  key  of  the  left  hand,  and 
cover  with  the  first  and  third  fingers  of  the  same  hand  their  holes ; and  the  little  finger  of  the 
right  hand  to  press  down  the  key  immediately  under  it. 
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To  produce  F|,  over  the  third  ledger  line  above,  or  Gb,  on  the  fourth  ledger  line  above 
F|  Ob 


Ex.  23. 


the  thumb  of  the  left  hand  is  to  press  down  the  key,  and  to  cover  its 


hole;  the  first  and  second  fingers  of  the  same  hand  are  likewise  to  cover  their  holes,  and  the  little 
finger  is  to  press  down  the  small  key  immediately  under  it;  with  the  right  hand,  let  the  little  finger 
press  down  the  small  key  (Eb)  immediately  under  it. 


Gl; 


To  produce  Gtj,  on  the  fourth  ledger  line  above ; Ex.  24. 


^ 1 

1- 

> 1 

- 

/ 1 

- with  the  thumb  of  the 


left  hand  press  down  the  key,  and  cover  its  hole ; put  the  first  finger  of  the  same  hand  on  the  hole  ; 
with  the  little  finger  of  the  same  hand  press  down  the  small  key  immediately  under  it  (Ab),  and 
with  the  little  finger  of  the  right  hand  press  down  the  small  key  immediately  under  it  (Eb). 

There  are  other  modes  of  fingering  this  note,  bnt  this  is  the  most  facile  for  Boose’s  Improved  Clarinets, 

The  pressure  on  the  reed  must  not  be  forgotten. 

The  notes  in  altissimo  which  follow  must  not  be  attempted  by  the  student  at  present.  It  would 
be  almost  impossible  to  give  the  proper  intonation  of  these  sounds  by  mere  verbal  descri[)tion ; 
enough,  however,  has  been  said,  it  is  hoped,  to  lead  towards  perfection.  These  notes  and  their  finger- 
ing can  be  deferred  to  a future  period,  when  the  student  shall  be  sufficiently  advanced  to  attack  the 
difficulty. 

They  are  inserted  here  merely  to  complete  the  compass  of  the  instrument,  and  they  can  be 
referred  to,  when  required. 

To  produce  Gf,  in  altissimo,  on  the  fourth  ledger  line  above,  or  Ab,  in  altissimo,  over  the  fourth 

G|  Ab 
bo. 


ledger  line  above : Ex.  25. 


m 


with  the  thumb  of  the  left  hand  press  down  its  key. 


and  cover  the  hole ; also  with  the  little  finger  of  the  same  hand  press  down  the  small  key  immediately 
under  it  (Ab),  and  with  the  little  finger  of  the  right  hand  press  down  the  key  immediately 
under  it  (E). 

Ab 


jO. 


To  produce  Aif,  in  altissimo,  over  the  fourth  ledger  line  above : 


Ex.  26. 


with  the  thumb  of  the  left  hand  press  down  its  key,  and  cover  the  hole;  cover  holes  also  with  the 
first,  second,  and  third  fingers  of  the  same  hand,  and  with  the  little  finger  of  the  right  hand  press 
down  the  small  key  (Eb)  immediately  under  it. 

To  produce  A#,  in  altissimo,  over  the  fourth  ledger  line  above,  or  Bb,  in  altissimo,  on  the  fifth 

Ab  Bb 
bc2-  b^~ 


ledger  line  above  ; Ex.  27 


I 


b with  the  thumb  of  the  left  hand  press  down  its  key,  and 


cover  the  hole;  cover  holes  with  the  second  and  third  fingers  of  the  same  hand,  as  also  with  the 
little  finger  of  the  same  hand  press  down  the  small  key  (Ab)  immediately  under  it;  with  the  third 
finger  of  the  right  hand  press  down  the  small  cross  key  (F^)  immediately  under  it,  and  with  the 
little  finger  of  the  right  hand  press  down  the  small  key  (Eb). 

Bb 


o- 


To  produce  Bfcj,  in  altissimo,  on  the  fifth  ledger  line  above  : Ex.  2s. 


z with  the  thumb 
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of  the  LEFT  hand  press  down  the  key,  and  cover  its  hole ; cover  holes  with  the  first  and  second  fingers 
of  the  same  hand,  and  with  the  first  and  second  fingers  of  the  right  hand  cover  holes, — no  other 
key  to  be  touched. 


c^ 

.P- 


To  produce  Ct],  in  altissimo,  over  the  fifth  ledger  line  above  : Ex.  29. ^ 


with  the  thumb 


of  the  LEFT  hand  press  down  its  key,  and  cover  its  hole ; likewise  with  the  first  and  second  fingers  of  the 
same  hand  cover  their  holes,  and  with  the  third  finger  of  the  same  hand  press  down  the  small  key 
under  it.  The  first  finger  of  the  right  hand  is  to  cover  its  hole,  and  the  third  finger  of  the  same  hand 
is  to  press  down  the  small  key  under  it,  and  the  little  finger  of  the  same  hand  is  to  press  down  the 
Eb,  or  small  key  under  it  (the  little  finger). 

To  produce  these  very  high  notes,  much  depends  upon  the  pressure  of  the  lips  (the  embouchure) 
on  the  reed,  as  well  as  the  flexible  quality  of  the  reed. 

The  study  of  the  two  following  scales,  the  diatonic  and  the  chromatic,  is  strongly  recommended 
as  a fitting  sequel  to  the  foregoing  detached  notes. 

The  Diatonic  Scale  consists  of  whole  tones  and  half  tones. 

The  Chromatic  Scale  of  half  tones  only. 

Diatonic  Scale,  ascending. 


Chromatic  Scale,  ascending 


T3' 


i 


V, — 

Etl  Ffa  r|  G$  Aj^  A|  Eb  C&  C|  Dt^  D|  Ejj  F|^  Fj  Gj;^  G$  Afl 


^ ie-  ® ^ 


^-5: is--  ev  ^ f' 


te 


ct]  ci  DQ  D$  Efl  Fq  F$  Gq  G|  Aq  A|:  Bq  cfa  Dq  d|  eq  Fq  Ff  Gq 

h&.  ho-  tto  U U 1.  , Descending. 

— --  — tlP.  bc2  u 


z=te2= 


^ Gq  Gb  Fq  Eq  Eb~lDq  Db  Cb  Bq  Bb  Aq  Ab  Gq  Gb  Fq  Eq  Et?  Dq  Db  cq' 

Bq  Bb  Aq  Ab  Gq  Gb  Fb  Eb  Eb  Dq  Db  cq  BQ  Bb  Aq  Ab  cq  Gb  _Ffa  Ed 


qp-  __ 

The  preceding  scales  should  bo  played  very  slowly;  each  note  must  be  held  while  four  are 
counted  mentally,  or  beaten  with  the  foot ; commence  very  softly,  increase  in  the  middle,  and 
decrease  at  the  end  : — ~ 


Crescendo.  f Dintinucndo. 

ON  ARTICULATION. 


To  obtain  a distinct  and  free  articulation  on  the  Clarinet,  considerable  attention  and  practice 
are  required.  To  accomplish  this  important  point,  care  must  be  taken  to  select  a reed  of  free  quality, 
to  produce  the  notes  above  and  below  the  stave.  Reject  a reed  that  is  soft,  because  it  is  liable  to 
make  the  notes  vague  and  indeterminate;  neither  choose  one  that  is  hard,  on  account  of  the  fatigue 
it  necessitates  in  plapng.  Take  the  mouthpiece,  and  the  small  joint  next  it,  from  the  Clarinet,  put 
the  reed  on  with  the  metal  band,  take  care  that  the  reed  be  within  about  a sixteenth  of  an  inch 
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from  the  point;  blow  into  the  mouthpiece,  and  if  the  sound,  or  crow  (technically  so  called),  he 
free  and  iileasant,  the  reed  is  most  probably  good.  An  old  reed  will  produce  tones  uneven  and  harsh. 
A green  reed  will  retain  so  nuicli  moisture  as  to  be  unfiivourable  to  vibration.  A bright,  clear- 
grained  cane  for  reeds,  gives  generally  the  best  quality  of  tone. 

There  are  three  distinct  kinds  of  articulation.  The  Staccato^  marked  with  dashes,  thus  : — 


-0-0- 

i 1 


r— ^ T— f 

f — “4 — *4 — ^ — 


— , — I — 1 — h 


i i i i i 


m 


is  produced  on  the  Clarinet  by  blowing  into  the  instrument  with  a little  force,  giving,  at  the  same 
time,  the  reed  a smart  touch  with  the  tongue,  and  immediately  withdrawing  it. 

The  3Iezxo  staccato  is  thus  marked,  with  a curve  (or  slur)  over  or  under  dots  : — 


1 — \-^~0-0-0-z-\-\ 

^ i_J_ 


This  effect  is  produced  by  a less  degree  of  force  in  blowing  than  is  required  for  the  staccato^  and  a 
less  smart  touch  or  stroke  of  the  tongue. 

The  Legato^  or  slur,  requires  the  starting  note  to  be  struck  with  gentle  force,  and  the  tongue  to 
be  in  repose  immediately ; continue  the  breath  to  the  extent  of  the  slur  or  legato. 

The  Legato,  or  Slur. 

1 


i 1 1 1 — 

\-^-0 \—^-0-*-- 

a-* 


0 


Dotted  notes,  used  much  in  military  marches,  &c.,  partake  of  the  staccato  and  mexxo  staccato. 
The  first  note  ought  not  to  be  given  with  as  smart  a stroke  of  the  tongue  as  the  second. 


Written. 


Plavcd. 


1 I '■'!  ■■ , " . 


The  Clarinet,  notwithstanding  its  beautiful  tone,  sounds  extremely  monotonous,  unless  the  per- 
former possess  the  power  of  producing — that  which  is  absolutely  necessary  to  give  effect  to  the 
music — the  four  different  gradations  of  tone,  viz.  ; — the  iminisshrio  {pp\  very  soft ; the  piano.,  soft ; 
forte.,  with  force;  fortissimo  (ff'^o-).,  with  the  greatest  force  or  loudness.  With  this  capability  of 
varying  the  tones,  and  by  a judicious  introduction  of  the  requisite  graces  and  embellishments,  the 
Clarinet  becomes  an  important  solo  instrument ; the  proof  of  which  is  shown  by  its  constant  employ- 
ment in  the  soli  parts  of  orchestral  music.  How  many  beautiful  phrases  of  melody  have  been 
given  by  Mozart,  Haydn,  Beethoven,  Spohr,  Weber,  and  others,  to  this  instrument,  I need  not  specify. 

THE  APPOGGIATURA,  SHAKE,  TURN,  AND  OTHER  GRACES  IN  GENERAL  USE, 

EXPLAINED. 


Written. 


Played. 


Ex.  1. 


Appoggiaturas. 


-J- 

— 


--ti: 


HeB 


Written. 


Played. 


Appoggiaturas. 

Ex.  2.  N 

:z=— -t— 


, — 


The  Turn  and  Appoggiatura. 


Ex.  3. 


tm 


q-— Izzzi^zziE 


Written. 


'■V- 


rsj 


-1- 


i 


Played. 
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^ Ex.  5.  w 


isEt 


^ZZEIZt 


Written. 


:E:: 


/- 


"e?" 


:p: 


»3=EHz 


li 


il±- 


=i=F=^= 


zEi^P-i 


Played.  ^ 

THE  SHAKE,  OR  TRILL. 

The  shake  (h-)  is  one  of  the  most  beautiful  graces  in  music.  The  student  should  begin  it 
extremely  slow  and  regular,  and  take  the  greatest  care  to  blow  steadily  into  the  Clarinet,  to  maintain 
an  uninterrupted  rcs])iration,  and  an  unbroken  sound,  so  that  both  shake  and  turn  at  its  conclusion 
may  be  played  with  smoothness  and  facility. 

Ex.  1.,^  /v 

• — Wi’itten.  Ev: 

fEE^ 


The  shake  is  written  thus 


~cr 


-I ^1 — 


Turn. 


Played. 


Ex.  2, 


Shake  and  Turn. 


zt=H= 


tteT' 


I 


Written. 


Played. 


j Ex.  3.  .0. 

ip^ 


ifi: 


/v 


: p ^ 

r 

f-*— 



■ P 

1 



-t 

U- 

Lt 

Ex.  5. 


liEztz; 


Written.- 


T ^ 9 

__ 

r ^ 

i*  L n 

:EP  - 

r3 

— . — 

> 

^ ^>■^^Wifaik.w■l■^■^ • -'r— ^-1— }— !-^[— 1^! — I— w — ^ 1 — — |m;— 3 — I — n 


Played.' 


ON  RESPIRATION.  ^ 

A foAV  brief  remarks  on  respiration  and  phrasing  will  be  acceptable  here,  before  commencing 
the  practice  of  the  Exercises.  The  method  of  blowing  or  respiring  into  the  instrument  is  of  great 
importance  ; without  it  is  done  in  an  easy  manner,  it  cannot  be  agreeable  to  the  hearer,  and  must  be 
unpleasant  and  fatiguing  to  the  performer.  Respire  gently,  till  the  chest  with  air,  and  breathe  into 
the  mouthjiiece  with  a little  force,  but  reserve  sufficient  breath  to  finish  the  phrase.  Re  careful 
not  to  allow  the  air  to  escape  at  the  corners  of  the  mouth,  as  this  produces  a hissing  and  dis- 
agreeable effect : let  it  all  pass  into  the  tube,  and  reserve  a small  portion  even  to  the  end.  Without 
this  preparation,  you  will  exhaust  yourself,  and  the  concluding  notes  will  be  feehle  and  uncertain. 
'fo  jihrase  correctly,  requires  much  thought  and  practice.  Read  the  jAhrase  befoi'e  you  attempt  to 
])lav  it ; see  Avhere  you  can  respire  yvithout  breaking  the  sentence,  and  if  your  respiration  is  ex- 
hausted, take  breath  at  the  beginning  of  a bar,  or  where  there  is  a long  note,  for  the  less  the  phiase  is 
broken  the  better. 


EXE^:CISE  ON  THE  TURN. 


NN  rill  »*ii . 


P I aj  e (! . 


M'l  itteii. 


Pla\ ed. 


Written. 


P4a\  ed. 


Written. 


Played. 


i -r 


A.  Minor. 


& 


— : — I > I -I-  i ■!  I I {■  ]'  i"  ■ > l^il  1 I 


■'■..'TOR  . 


‘ • WN'VEKS.<.<_  ( 1 »R  Nr 


T In- Shattie orTrill  ifia).  ha  made  with  the  usual  ion^  B key,  or  the  long  side  key  on  the  first  joi  f;  all 
fi:._;eT's  off  holes,  first  finger  of  left  hand  on  the  A ke}  ,- first  finger  of  right  hand  tbuching  th*- I'log 
side  key  to  make  turn.  vide  descending  scale. 


THE  STUDENTS  FIRST  STUDY  APPLIED  TO  SOUNDS. 

The  Pupils  first  attention  should  he  directed  to  the  study  of  correct  sounds.  He  must  attack’ 
the  note  by  a stroke  of  the  tongue,  and  sustain  the  sound  in  all  its  vigour  inthnut  utidulation.  Thf 
sound  ought  not  to  be  interrupted  by  any  break  in  the  respiration,  but  the  same  force  must  be  re- 
tained whatever  the  intervals  may  be  that  ^xist  between  the  notes.  The  movement  (as  to  time) 
of  the  following  examples  is  at  the  pleasure  of  the  Pupil  It  is  recommended  that  they  be  played  very 


-1 

F= 



F= 

F= 

r “ i 

1 
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1 
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1 

1 1 

1 
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1 
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1 

1 L_ 
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XT  xsr  1 

L 

C.  Ih''  vi(h 


C.  iind  :\  minor  ('.  and  a niu.ior  and  to  :i  minor  ('.  and  to  a nin.j'ir 
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1 

1 
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1 

1 
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1 : ..  - 

— 1 

tzr^ 

T 1 .-.-I 

1 

1 

1 — 1 . , 1 ex- 

1 

L 
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CHROMATIC  INTERVALS,  PREPARATORY  TO  THE  CHROMATIC  SCALE 

1 


o bX5 


^ b-Q" 


m 


o # o *■  o ■ p o ‘-5I 
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m 


:2z: 


-e»- 
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~cr  I-CT  ^ 


m 


g>  iitQ 


X3: 
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-C5-  bi3-  ^ 


-53-  $xy 
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X5ZCT3_S 
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#CE 
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CHROMATIC  SCALE. 
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XT  ^ 


b 0 
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' 

1 

rlTTs-i 

iTcr' 

i J- 

1 

— I---' 

J 

b 

• These  notes  are  not  to  he  played  until  the  emhouchure  is  well  formed.  - 


IE 


o 


The  Sliir^^^^ — denotes  the  continiration  of  sound  without  taking  hreath. 

^^9  5 
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EXERCISES  OIN  MECHANISE. 


%0 


The  Exercises  on  Mechanism  form  the  fingering  by  accustoming  each  finger  to  act  sei^arafeK 
or  together.  It  is  by  these  Exercises  the  player  is  enabled  to  acquire  that  equality  and  purif\ 
of  sound  \Nhich  is  the  first  essential  of  an  Instrumentalist. 

In  Ihe  repeals,  the  first  note  of  each  exercise  should  have  the  sound  forced.  Play  each  phrase 
several  times  Mithout  interruption  in  respiration.  As  the  notes  are  slurred  they  must  be  made 
•rescendo  in  ascending  and  dimi)Vte7i(Io  in  descending. 


I■•'•'SEY•S  UNIVERSAL  CLARINET- TUTOR  , 


GOOSEY'S  UNIVERSAL  CLARINET  TUTOR. 


SHORT  PHRASES  FOR  DAILY  PRACTISE. 

EXERCISES  to  a(|^uire  facility  in  the  use  of  the  thumb  and  the  A keys.  The  dail}  j)rac- 
(ise  of  these  is  sfi'on^Jy  recommended  after  the  Student  has  gone  through  the  eas}  exercisrs  in  the 
Major  and  Minor  keys.  Each  two  bars  to  he  repeated  as  long  as  the  breath  will  allow. 


I'l'o'EY'S  UNIVERSAL  CLARINET  TUTOR. 


Many  of  the  foliowitjg  examples  are  ir;  the  extreme  sharp  and  fiat  keys,  and  though ^tjie  student 
will  no  doubt  (on  a first  essay  ifipd  tliem  extremely  diffirult,  yet,hy  a zealous  appliration  and  perse- 
verance in  practisimr  them,  he  will  reap  ample  reward;  and  they  will  enable  him  to  play  with  ease, 
many  phrases  that  otherwise  would  he  stumblinghlocks  in  the  course  of  his  studies. 


BUOSEY'S  UNIVERSAL  CLAftfNET  TUTOR. 


Thp  pxatnplps  markpd nonjinous’  ir**  (j-i’von  in  order  that  the  a<iidpn(  may  hpcome  arqiiainfed  <1)0  rli:inf»  p of  kev 

from  sharps  to  flats  and  xtce  Vf'rs'i  ojhpi  wise  called  enharmonic  changes. j ( he  sounds  are  the  same  but  the  notation  i« 
differpiit.  >i  ' 
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BUOSEY'S  UNIVERSHkL  CLARmET  TUTOR. 


iilXERClSES  iii  dittereat  keys  in  which  are  infrodnced  varied  an n ulatioii 


also  passages  in  the  Chaliioiean,  middle  and  alto  pai’ts  of  the  Instjument. 
C MAJOR. — Mark  the  first  note  of  each  triplet. 


The  same  character  as  the  preceding. 


BDOSEY'S  UNIVERSn  CLARINET  TUTORS 


Key  of  A MITfOR.  Play  (lie  exercise  in  a marked, distinct  manner. 


6 


i 


Articulate  this  lesson  very  distinctly 
Z'-  ‘ 


3 


r.irtfTfr 


Key  of  Bb  MAJOR.  PlaV  the  follo^ving  exercise  after  the  manner  of  the  first  har,  separate 
the  notes  in  couplets, and  give  the  first  a strong  emphasis. 
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Key  of  G MI^OR.  In  a smooth  style. 


— rf 

TTti 

^ |*  |*  * 

7^ 

^ — — 

III-*- 

^T*fi 

^uuiix 

4f^ 

rff 

L__t|.JI  

Key  of  G MAJOR.  Two  notes  staccato  and  tw'o  legato,  mark  always  the  note  on  which  the  slur  begins. 


To  he  played  in  a similar  manner. 


r BOfiSEY'S  UNIVHRSAL  CLARINET  TUTOR. 


Coininence  the  har  ^vith  a little  force  and  diminish  the  sound  tow  ards  the  end  of  the  Slur. 
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S TACCATO. 

The  Staccato  on  wiiui  iijstrunaent.s,  is  achie\ed  by  a fsinart  stroke  of  the  tonj^ue  and  h\  leaxin^c 
a sliijht  interval  between  each  note. 

The  rests  in  the  first  two  bars  of  the  followinjf  exercise, exhibit  the  way  in  which  the  wliole 
movement  is  to  he  played. 


EXPRESSION. 


There  are  various  modes  of  expression;  one  of  which  is,  (as  a general  rule)  to  press  and  slight- 
ly retard  the  first  note  of  a group,  * usually  indicateil  by  this  sign  the  «nc<?edingnotes  will  of  course, 
ha\  c less  tone  in  consequence  of  the  extra  force  given  to  the  first. 


-Grazioso 
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SYNCOPATION.  ’ 

Si/ucnpated  notes,  are  those  placed  between  tuo  other  notes,  of  the  next  in  order  of  (juickne'-.s. 

for  in.stance,^  Minims  Tietween  two  Crotchets  — Crotchets  between  two  Quavers Quavers  between  t^^■» 

SemiqiraA ers  &c.  These  s\ncopated  notes,  (which  occur  on  the  unaccented  parts  of  bars;  re(/uire  strong 
emphasis.  This  exercise  must  be  played,  by  uttackinf^  these  syncopated  notes  with  a stroke  of  the 
tongue,  without  any  interruption  of  the  sound  from  one  note  to  another:  dexterity  in  raising  the  fiu<i^ 
g;ers,  will  ensure  the  proper  effect. 


NOTES  COUPLED,  WITH  RESTS. 


Like  in  the  preceding  remark  on  expression,  press  the  first  note  of  each  group,  then  dinii»ush 
the  sound  instantly,  and  make  the  second  note  staccato It  is  by  readiness  of  finger  these  passa- 
ges can  he  executed: 
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THE  TURN. 

The  tuDi  or  ifiverted  turn  is  composed  of  three  or  four  notes,  in  a y^roiip  of  sina!!  notes  ami  ifleii 
expt-essed  by  this  sign  s,;  on  ? — the  value  of  the  turn  (in  refei-eiiee  to  time/  is  to  t)e  ta:,,-:i  iidin  the 
preceding  note. 

The  turn  begins  on  the  note  above  that  over  whicli  it  is  placed.  The  inverted  turn  ? hegins 
on  the  semitone  /;e/ofe. 

The  turn  has  often  a _ b — or  t]  over  nr  under  it,  thus  £ show  (hat  the 

third  note  of  the  turn  is  to  he  played  |> or  l|  . ^ 

The  inverted  turn  has  also  at  times  a|_l>_or  1;  after  it,  thus  f)  ^1;  by  which  the  third 
note  will  he  affected. 


INVERTED  TURN  WITH  THREE  NOTES. 


The  same  passage 
with  the  signs  only. 


inverted  turn. 


The  following  exercises  contain  turns  "with  three  and  with  yb?/r  notes. 
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TURNS  WITH  THREE  AND  FOUR  NOTES. 
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THE  SHAKE  OR  TRILL. 

The  shake  [ tr  being  the  first  two  letters  of  the  word  trill ) is  the  rapid  motion  of  two  conse- 
cutive notes  in  succession  __  there  is  a difference  of  opinion  amongst  Professors  as  to  the  note  on 
whidh  the  shake  should  begin  — it  is  here  recommended  to  begin  with  the  upper  note*  its  length  is 
determined  by  the  value  of  the  note  to  which  it  is  attached,  unless  there  he  a Pause  rT\  then  it  is 
at  the  pleasure  of  the  performer — Practise  slowly  at  first  for  regularity  and  evenness;  increase 
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THE  PASSING  SHAKE, OR  MORDENTE.  sh 

riie  passing: ''Hake  w is  merelv  t^^'o  small  notes  which  precede  a Iati>;e  note  beinif  composed  of 
the  larii;e>note  in  name  and  (he  one  above  it:  and  forminji;  tojrether  a triplet. 

It  is  called  Mordente,  from  the  sudden  attack  the  first  note  ouj^rht  tn  receive. 
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ARPEGGIO. 

The  Clarinet,  thouj^h  it  produce  but  one  sound  at  the  same  instant,  yet  can  by  means  of  (he 
Arpe^jfio  make  a chord  sufficiently  apparent.  To  effect  this,  the  notes  must  be  played  rapidly 
in  succession  ami  in  one  breath.  If  (he  fin^erin^  be  heavy  and  uneven,  or  the  phrase  broken  by 
dif^jointed  notes,  tbe  intention  will  be  defeated. 
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EXERCISES  ON  SIXTHS. 


These  Exernses  should  ht*  ti-ausposed  iofo  all  keys 
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Exercise  on  the  pointad  staccato,  admirably  adapted  to  attain  this  essential  execution. 


Exercise  on  the  staccato  used  in  Military  music. 
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CHROMATIC  EXERCISE. 
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; .nN,  ,ui(i  .s-v-\c-(al  ol  the  other  studies  ou^ht  to  he  played  from  memory^  Manv  Pupils  f,iiid 
it  d i ty  to  understand  and  play  Minor  Seales,  thif?  exercise  and  the  examples  pr^iously 
j,i\eu  Mill.it  is  hoped, obviate  that  difficulty. 


Clai’inets  used  in  Orchestras  are  the  A,  B,  0.  The  smaller  C larinets  are  adapted  for  Militar}' 
Bands  and  Ballets,  hein^^  very  effective  in  dance  music.  The  foilowiit.;  Examples  will  show  the  t»-an- 
sposition  necessary  for  the  B and  A Clarinet. 


VIOLIN. 


( L\Rl?fET. 


VIOLIl^. 


Bb.  CL\Rl?tET. 
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A DICTIONARY  OR  TERMS  USED  IN  MUSIC, 


A Ibandone,  A hbandono  con.  Despondinglj. 

A Battuta,  Ik  strict  or  measured  time. 

ACapriccio,  Agreeable  to  our  fancy. 

Aevtderando.  With  gradually  increasing  ve- 
locity of  movement. 

Accent.  A slight  stress  placed  upon  a note  to 
mark  its  place  and  relative  importance  in 
the  bar. 

AccidentaU.  Occasional  sharps,  flats,  and 
naturals  placed  before  notes  in  the  course 
of  a piece. 

Aeeompaniment.  A port  added  for  one  or 
more  instruments. 

Acoustics.  The  general  theory  of  sound. 

Acufe.  High,  as  to  pitch. 

Adagio.  A very  slow  degree  of  movement. 

Adxigissimo.  The  superlative  of  Adagio. 

A detix  Temps.  Two  equal  times  or  mea- 
sure-notes in  a bar. 

Ad  libitum.  At  will  or  discretion.  Slower 

Aff'ettuoso,  or  Con  Affetto.  With  tender  ess 
and  pathos. 

Affrettando,  Affrcttate.  Acceler.ting  or 
hurrying  the  time. 

Agevole.  Without  labour,  light. 

Agitato,  Con  Agitazione.  /ith  agitation, 
anxiously. 

il,  All,  Alla.  To  the,  sometimes,  in  the 
style  of. 

Alla  Breve.  A quick  species  of  common 
time,  formerly  used  in  church  music. 

Alla  Caccia.  In  the  hunting  style. 

- ■ ■ Capella.  In  the  church  style. 

— — Militaire.  In  the  military  style. 

— — Polacca.  In  the  style  of  a Polish  dance. 

— Busse.  In  the  style  of  Russian  music. 

■ SiciVana.  In  the  style  of  the  Sicilian 
shepherds’  dance. 

— — Seozzese.  In  the  Scotch  style. 

- Turca.  In  the  Turkish  style. 

Veneziana.  In  the  Venetian  style. 

■ ' Zoppa.  In  a constrained  and  limping 
style. 

AIV  Antica.  In  the  old  style. 

- ■ Espagnola.  In  the  Spanish  style. 

— — Inglese.  In  the  English  style. 

- ■ Italiana.  In  the  Italian  style. 

Allegremente.  With  quickness. 

Allegretto.  Not  so  quick  as  Allegro.  The 

diminutive  of  Allegro. 

Allegrezza.  Joy;  as  Con  AUegrezza,yi'gM\.j, 
animatedly. 

Allegrissimo.  Extremely  quick  and  lively. 

Allegro.  Quick,  lively.  A term  implying  a 
rapid  movement,  but  which  is  frequently 
modifled  by  the  addition  of  o&er  words : 
as. 

Allegro  Agitato.  Quick,  with  anxiety  and 
agitation. 

' ■ Assai.  Very  quick. 

■■  Comodo.  With  a convenient  degree 
of  Quickness. 

-  Con  Bno.  Quick,  with  brilliancy. 

- — Con  Fuoco.  Quick,  with  fire. 

Con  Moto.  Quick,  with  more  than 
the  usual  degree  of  movement. 

— Con  Spirito.  Quick,  with  spirit. 

■ Furioso.  Quick,  with  fury. 

Molto,  or  Bi  Molto.  Very  quick. 

— — — Vivace.  With  vivacity. 

Tico.  wiUi  unusual  briskness. 


Al  Loco.  To  some  previous  place ; a term  of 
reference. 

Al  Segno,  Al  Seg,  or  the  character  ^ signifies 
that  the  performer  must  return  to  a 
..imilar  character  in  the  course  of  the 
movement,  and  play  from  that  place  to 
the  word  Fine,  or  the  mark  /Th  over  a 
double  bar. 

A Mezza  Voce.  In  a subdued  tone. 

Amoroso,  or  Con  Amore.  Affectionately, 
tenderly. 

Andante.  Implies  a movement  somewhat 
slow  and  sedate,  but  in  a gentle  and 
soothing  style.  This  term  is  often  modi- 
fied, both  as  to  time  and  style,  by  the 
addition  of  other  words  : as. 

Andante  Affettuoso.  Slow,  but  pathetically. 

Con  Moto.  Slow,  but  with  emotion. 

■ Grazioso.  Slow,  but  gracefully. 

Maestro.  Slow,  with  majesty. 

Non  Troppo.  Slow,  but  not  too 

much  so. 

— Pastorale.  Slow,  and  with  pastoral 
simplicity. 

Andantino.  Somewhat  faster  than  Andante. 

Animate,  Con  Anima.  With  animation,  in  a 
spirited  manner. 

A Piacere.  At  the  pleasure  of  the  performer. 

Appassionata.  With  intensity  of  feeling. 

Appoggiatura.  A note  of  embellishmer;t, 
generally  written  in  a small  character. 

Appoggiato.  Dwelt,  leaned  upon. 

Ardito.  Boldly,  energetically. 

Arpeggio.  Passages  formed  of  the  notes  of 
chords  taken  in  rapid  succession. 

Assai.  Very ; as  Allegro  assai,  very  quick. 

A Tempo,  "j  In  time.  A term  used  to  denote 

A Tern.  J that,  after  some  short  relaxation 
in  the  time,  the  performer  must  return  to 
the  original  degree  o-f  movement. 

A Tempo  Giusto.  In  strict  and  equal  time. 

Attacca,  Attacca  Suhito.  Implies  that  the 
performer  must  directly  commence  the 
following  movement. 

Barcarolle.  Airs  sung  by  the  Venetian 
gondoliers,  or  boatmen. 

Battuta.  Time,  the  accented  part  of  the  bar. 

Ben.  Well ; as  Ben  Marcato,  well  marked. 

Bene  Placito.  At  will. 

Bis.  Twice. 

Bravura.  An  air  requiring  great  spirit  and 
volubility  of  execution. 

Breve.  A note  twice  the  length  of  a semi- 
breve, seldom  used  in  modern  music. 

Brillante.  An  expression  indicating  a showy 
and  sparkling  style  of  performance. 

Brio.  With  brilliancy  and  spirit. 

Burlesco.  With  comic  and  even  fm'cical 
humour. 

Cadence.  A close  in  melody  or  harmony.  An 
ornamental  and  extemporaneous  passage 
introduced  at  the  close  of  a song  or  piece 
of  music. 

Calando.  Gradually  diminishing  in  tone  and 
quickness;  becoming  softer  and  slower 
by  degrees. 

Calcando.  Pressing  upon,  hurrying  the  time. 

Calore.  With  much  warmth  and  animation. 

Cantahile.  Implies  a graceful  and  singing 
style. 

Cantando.  In  a singing  maimer. 


Capella,  alia.  In  the  church  styb. 

Capriccio.  A fanciful  and  irregular  sprcu-i 
of  composition. 

Cavatina.  An  air  of  two  movements  or  parth, 
occasionally  preceded  by  a recitative. 

Chasse.  In  the  hunting  style. 

Chord.  A combination  of  several  soun^ 
forming  harmony. 

Chromatic.  Proceeding  by  semitones. 

Coda.  A few  bars  added  at  the  clo;a  of 
composition. 

Colla  Parrte.  Implies  that  the  accompanyis 
must  follow  the  principal  part  in  regard 
to  time. 

Con.  With;  as  Con  etpresmne,  with  ex- 
pression. 

Concertante.  As  Duo  cencertante,  a duet  in 
which  each  part  is  alternately  principal 
and  subordinate. 

Concerto.  A composition  intended  to  display 
the  powers  of  some  particular  instrument, 
with  accompaniments. 

Concert- Stuch.  A concerted  piece. 

Concord.  An  agreeable  combination  of  sounds. 

Con  Dolcezza.  With  sweetness. 

Con  Dolore.  Mournfully,  with  grief  and 
pathos. 

Con  Grazia.  With  grace. 

Con  Gusto,  Gustoso.  With  taste. 

Con  Moto.  In  an  agitated  style ; with  spirit 

Con  Spirito.  With  quickness  and  spirit. 

Contretemps.  Syncopation. 

Crescendo  or  Cres.  With  a gradually  In- 
creasing quantity  of  tone. 

Ba  Capo,  or  B.  C.  From  the  beginning.  An 
expression  which  is  often  written  at  the 
end  of  a movement,  to  indicate  that  the 
performer  must  return  to  and  finish  vrith 
the  first  strain. 

Bal.  By ; as  Bal  Segno,  from  the  sign ; a 
mark  of  repetition. 

Beciso.  With  decision,  boldly. 

Becrescendo.  Gradually  decreasing  in  quan- 
tity of  tone. 

Belicato  I i- 

Delicatemente.  J •’ 

Diatonic.  Naturally;  that  is,  according  to 
the  degrees  of  the  major  or  minor  scale, 
er  by  tones  and  semitones  only. 

Biminuendo,  or  Dim.  This  term  implies  that 
the  quantity  of  tone  must  be  gradually 
diminished. 

Di  Molto.  An  expression  which  serves  to 
augment  the  signification  of  the  word  to 
winch  it  is  added;  as  Allegro  di  molto, 
very  omck. 

Divertimento.  A short,  light  composition, 
wi’itten  in  a familiar  and  pleasing  style. 

Bivertissement.  A composition  of  a light, 
pleasing  style. 

Dolce,  or  Dol.  Implied  a soft  and  sweet  style 
of  performance. 

Dolcezza,  or  Con  Dolcezza.  With  sweetness 
and  softness. 

Dolcissimo.  With  extreme  sweetness. 

Dolente,  Con  Dolore,  or  Con  Duolo.  Sor- 
rowfully. 

Doloroso.  Indicates  a soft  and  pathetie  stylo. 

Duo.  A composition  for  two  instruments. 

E,  Ed.  The  Italian  conjimctioD ; as  flute  i 
violin. 

Elegante.  With  elegance. 
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Energico,  Con  Energia.  Witli  energy. 

Esjpressivo,  or  Con  espressione-  With  ex- 
pression. 

Estinte,  Estinto.  Becoming  extinct,  dying 
away,  in  regard  to  time  and  tone. 

Expression.  A performer  is  said  to  play  with 
expression  when  he  carefully  observes  the 
various  modifications  of  forte  and  piano, 
legato  and  staccato,  &c.,  &e. 

Fanfare,  A trumpet  tune. 

Fantasia.  A composition  in  which  the  author 
gives  free  scope  to  his  ideas,  without  re- 
gard to  those  systematic  and  symmetrical 
forms  which  regulate  other  compositions. 

Finale.  The  last  movement. 

Fine.  The  end. 

Flehile.  In  a mournful  style.  ' 

Forte,  or  For.,  or  simply  /.  Loud. 

Fortissimo,  or  ff.  Very  loud. 

Forzando,  Forz,  or  Fz.  Implies  that  the  note 
is  to  he  marked  with  particular  emphasis 
or  force. 

Faoco,  con.  With  intense  animation. 

Furioso,  Con  furia.  With  fire. 

Furore,  con.  With  fury. 

Giocosamente,  or  Giocoso.  Humorously. 

Grandioso.  In  a grand  and  elevated  style. 

Grave.  A very  slow  and  solemn  movement; 
also  a low  pitch  in  the  scale  of  sounds. 

Grazioso,  or  Con  Grazia.  In  a flowing  and 
graceful  style. 

Gusto,  Con  Gusto,  With  taste. 

Jl.  The, 

Impeto.  With  impetuosity. 

In.  In  ; as  In  tempo,  in  time, 

Innocente.  In  a simple  style. 

Intonation.  The  art  of  producing  musical 
sounds. 

Intrada-  1 A short  introductory  move- 

Introduzione.  ) ment. 

Istesso.  The  same ; as  Istesso  tempo,  the 
same  time. 

Lagrimoso.  In  a mournful  style. 

Larghetto.  Indicates  a time  slow  and  mea- 
sured in  its  movement,  but  less  so  than 
Largo. 

Largo.  A very  slow  and  solemn  degree  of 
movement. 

Legato.  In  a smooth  and  connected  manner. 

Legatissimo.  Exceedingly  smooth  and  con- 
nected. 

Leggierissimo.  With  the  utmost  lightness 
and  facility. 

Leggiero,  or  Con  Leggierezza.  With  light- 
ness and  facility  of  execution. 

Lenleur,  avec.  With  slowness. 

Lentando.  With  increasing  slowness. 

Lento.  In  slow  time. 

L’ istesso  Tempo.  In  the  same  time  as  the 

previous  movement. 

Lugnhre.  Mournfully,  sadl}^. 

Lusingando.  Soothingly,  persuasively. 

Ma.  But ; as  Allegro  ma  non  troppo,  quick, 
but  not  too  much  so. 

Jfacstoso.  With  majestic  and  dignified  ex- 
pression. 

3Ialinconia.  In  a melancholy  style. 

Mancando.  Indicates  a gradual  decrease  in 
the  quantity  of  tone. 


Marcato.  In  a marked  and  emphatic  style. 

Ear  da.  A march. 

Marziale.  In  a martial  style. 

Melange.  A composition  founded  on  several 
favorite  Airs. 

Meno,  or  Aden.  Less ; as  Meno  mosso,  less 
quick. 

Mesto.  Mournfully,  sadly. 

Alestoso.  Sadly,  pensively. 

Alezzo.  In  a middling  degree  or  manner  ; as 
Alezzo  forte,  rather  loud. 

Mezza  Voce.  With  moderation  as  to  tone ; 
rather  soft  than  loud. 

Aloderato.  With  a moderate  degree  of 
quickness. 

Molto.  Very,  extremely  ; Molto  Allegro, 
very  quick. 

Alorendo.  Gradually  subsiding  in  regard  to 
tone  and  time. 

AIosso.  Movement;  as  P/m  mosso,  with  more 
movement,  quicker. 

Moto,  or  Con  moto-  With  agitation,  anxiously. 

Nohilmente.  With  nobleness,  grandeur. 

Non.  An  adverb  of  negation,  generally 
associated  with  troppo ; as  Non  troppo 
Presto,  not  too  fast. 

Non  tanto.  Not  too  much;  as  Allegro  non 
tanto,  moderately  quick. 

Obbligato,  or  Obbligati.  A part  or  parts  of  a 
composition  indispensable  to  its  just 
performance. 

Passionate , or  Con  Passione.  Impassioned. 

Patetico.  Pathetically. 

Pastorale.  A soft  and  rural  movement. 

Perdendo,  or  Perdendosi.  A gradual  dimi- 
nution of  tone  and  movement. 

Pesante.  Impressively. 

Piacere.  With  pleasure,  in  regard  to  time. 

Piaccvole.  In  a pleasing  style. 

Pianissimo,  ov  pp.  Extremely  soft. 

Piano,  or  p.  Soft. 

Piu.  An  adverb  of  augmentation  ; as  Piii 
Presto,  quicker. 

Plantivo.  Expressively. 

Poco.  A little,  or  rather;  as  Poco  Presto, 
rather  quick. 

Polacca.  I A national  Polish  dance  in  | 

Polonaise.}  time. 

Portamento.  A gliding  from  one  note  to 
another. 

Potpourri.  A capriccio  or  fantasia  from 
favorite  Airs. 

Preludio.  A prelude  or  introductory  move- 
ment. 

Prestissimo.  The  most  rapid  degree  of 
movement. 

Presto.  Very  quick. 

Rallcntando.  A gradual  diminution  in  the 
movement. 

Papido.  Rapidly. 

Recitativo.  A nursical  declamation. 

Rinforzando,  Rinforzato,  rinf.,  or  of.  With 
additional  tone  and  emphasis. 

Ritardando.  A gradual  slackening  of  the 
time. 

Romanza.  A simple  and  elegant  melody. 

Roulade.  A division  or  rapid  flight  of  notes. 

Rubato.  As  Teonpo  rubato,  a style  of  playing 
in  which  some  notes  are  held  longer  than 
their  value,  and  others  shortened,  so  that 
the  time  shall  be  complete  in  the  aggre- 
gate. 


Scherzando.  In  a light  and  sportive  manner 

Sciolto.  With  freedom  and  distinctness. 

Semplice.  With  simpheity. 

Sempre.  Always ; as  Sempre  forte,  always 
li)ud. 

Senza.  Without ; as  Seoiza  replica,  without 
repetition. 

Scrioso.  In  a serious  style. 

Sforzato,  sf.  Implies  that  a particular  note 
is  to  be  played  with  emphasis  and  force. 

Siciliana.  A movement  of  a slow  character 
in  § time. 

Slentando.  A gradual  diminution  in  the  time 
of  the  movement. 

Sonaoiioso.  With  fury. 

Smorzando.  A gradual  decrease  as  to  tone. 

Soave.  In  a soft  and  delicate  style. 

Solo.  Alone. 

Soois  Pleins.  Terms  which  indicate  that  the 
notes  must  be  blown  with  a very  full, 
round  tone. 

Sostenuto.  Sustained,  continuous  in  regard 
to  tone. 

Sotto  Voce.  In  an  under  tone. 

Spirito,  Con  Sjnrito.  With  spirit. 

Spio-itoso.  With  great  spirit. 

Staccato.  This  term  implies  that  the  notes 
are  to  be  played  distinct,  short,  and 
detached  from  one  another. 

Strepitoso.  In  a noisy,  boisterous  manner. 

Stringendo.  Accelerating  the  degree  of 
movement. 

Subito.  Quickly,  as  Volti  Subito,  turn  over 
quickly. 

Facet.  A word  which  implies  that  during  a 
movement  some  particular  instrument  is 
to  be  silent ; as  Flauto  tacet,  the  flute 
is  not  to  play. 

Tanto.  Not  to  much. 

Tema.  A subject  or  theme. 

Tempo  Comodo.  In  a convenient  degree  of 
movement. 

Tempo  or  A tempo.  In  time. 

Tempo  Giusto.  In  strict  time. 

Tempo  Po-imo.  In  the  first  or  original  time. 

Teonpo  Rubato.  See  Ruba'o. 

Teneramente,  or  Con  Tenerezza.  Tenderly. 

Tenut.o,  Ten.  Implies  that  a note  must  be 
sustained  the  full  time. 

To'io.  A piece  for  three  instruments.  This 
term  also  denotes  a second  movement  to 
a miniret,  &c.,  which  always  leads  back 
to  a repetition  of  the  first  movement. 

Tutta  Forza.  With  the  utmost  vehemence, 
as  loud  as  possible. 

Tutti.  All.  A term  used  to  point  out  pas- 
sages where  aU  the  instruments  are  to  be 
introduced. 

Un.  A;  as  unpjoco,  a little. 

Veloce,  or  Con  Velocith.  In  a rapid  time.^ 
This  term  is  sometimes  ’ signify 
that  a particular  passag  "’d 

as  quick  as  possible. 

Velocissimo.  With  extreme  rapi^-  _ 

Vigoroso.  Boldly,  vigorously. 

Vivace.  With  briskness  and  animation. 

Vivacissimo.  With  extreme  vivacity. 

^ Volti  Subito,  or  V.S.  Turn  over  quickly. 
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BOOSEY  AND  CO.’S 


LIST  OF 


NEW  PIANOFORTE  MUSIC. 


KUHE. 

s. 

d. 

Kuhe’s  Le  Roi  Carotte  

... 

4 

0 

Kuhe’s  Looking  back.  Sullivan’s  celebrated  Song 

4 

0 

Kuhe’s  Genevieve  de  Brabant  ... 

... 

4 

0 

Kuhe’s  La  Perichole.  Fantasia  ...^ 

4 

0 

Kuhe’s  Princess  of  Trebizonde.  Fantasia 

... 

4 

0 

Kuhe’s  Grand  Duchess.  Fantasia  

4 

0 

Kuhe’s  Thady  O’Flinn.  Transcription 

3 

0 

Kuhe’s  Claribel.  Fantasia  on  Claribel’s  Ballads 

4 

0 

Kuhe’s  Come  back  to  Erin.  Transcription 

4 

0 

Kuhe’s  Take  back  the  heart.  Transcription  ... 

... 

4 

0 

Kuhe’s  Maggie’s. Secret.  Transcription  ...  -r  '... 

3 

0 

Kuhe’s  Dinorah.  Fantasia 

4 

0 

Kuhe’s  11  Flauto  Magico.  Fantasia  ... 

... 

4 

0 

Kuhe’s  Vagabond.  Transcription.  

3 

0 

Kuhe’s  Will-o’-the-Wisp  

... 

3 

0 

CO  WEN,  Frederic  H. 

Cowen’s  Trois  Valse  Caprices 

each 

4 

0 

Cowen’s  Rondo  a la  Turque 

... 

4 

0 

Cowen’s  Berceuse  ... 

... 

3 

0 

Cowen’s  Wedding  Chorus 

... 

4 

0 

Cowen’s  Sylphide.  Rondo... 

... 

4 

0 

Cowen’s  Grand  March  (Maid  of  Orleans) ... 

... 

3 

0 

Cowen’s  Serenade  (Maid  of  Orleans) 

... 

3 

0 

BENEDICT. 

MADAME  ARABELLA  GODDARD’S  CELEBRATED  FANTASIAS. 

Benedict’s  Der  Freischiitz 

... 

5 

0 

Benedict’s  Cherry  Ripe  

... 

4 

0 

Benedict’s  Cambria.  Welsh  Airs... 

... 

4 

0 

Benedict’s  Albion.  English  Airs 

... 

4 

0 

Benedict’s  Erin.  Irish  Airs  

... 

4 

0 

Benedict’s  Caledonia.  Scotch  Airs  

... 

4 

0 

HAWLEY,  Miss. 

Hawley’s  Salopia  (Home,  sweet  home) 

• • • 

3 

0 

Hawley’s  Ivanhoe  (Auld  Robin  Gray) 

... 

3 

0 

Hawley’s  Hibernia  (The  Last  Rose  of  Summer) 

... 

3 

0 

Hawley’s  Little  Nell.  Transcription  

Hawley’s  Bonnie  Doon.  Fantasia  on  “Ye  banks  and  braes” 


FORBES. 

Forbes’  La  Caprera.  Solo  and  Duet  ...  ...  each 

Forbes’  Castellucia  do.  do.  ... 

Forbes’  “ En  Avant.”  Pas  de  charge 

Forbes’  Carnival  de  Florence.  Impromptu  brillant  ... 
Forbes’  Rapelle-toi. 


Bagatelle  de  Salon 


KETTERER. 

Ketterer’s  La  Perichole.  Fantasia 
Kctterer’s  Princess  of  Trebizonde.  Fantasia 
Ketterer’s  Grand  Duchess.  Fantasia 


o 

o 

o 

o 

O 


LINDSAY  SLOPER. 

SANTLEY’.S  CELEBRATED  SONGS  TRANSCRIBED. 

Slopcr’s  The  Vagabond  ..^  3 o 

Sloper’s  The  Stirrup  Cup 30 

Sloper’s  Yeoman’s  Wedding  3 o 


4 o 
4 o 
4 o. 


RICHARDS,  Brinley.  s.  d. 

Richards’ Once  again.  Sullivan’s  popular  song  ...  ...  3 o 

Richards’  Genevieve  de  Brabant  (The  Serenade)  ...  3 o 

Richards’  Strangers  yet ,-5  Transcription  ...  ...  ...  3 o 

Richards’  I cannot  sing  the  Old  Songs.  Transcription  3 o 
Richards’  Shadow  Air  from  Dinorah.  Transcribed  ...  3 o 

Richards’ “ Thou  art  so  near.”  ...  ...  ...  ...  3 o 

Richards’  Janet’s  Choice'.  Transcription  ...  ...  3 o 

Richards’  Sabre  Song,  from  “The  Grand  Duchess”...  3 o 
Richards’  “Dites  lui,”  from  “^The  Grand  Duchess”  ...  3 o 

Richards’  Princess  of  Trebizonde  (The  Princess’s  Rondo)  3 o 
Richards’  La  Perichole  ...  ...  ...  ...  ...  3 o 

Richards’  Bolero.  Vespres  Siciliennes  ...  ...  ...  3 o 


HELLER,  Stephen. 

Heller’s  Through  the  Forest.  “ Der  Freischiitz  ” ...  3 o 

Heller’s  Vingt-quatre  etudes  d’Expression  et  de  Rhythme. 

In  three  Books,  Ss.  each,  or  complete  ...  ...  12  o 

Heller’s  Trois  Ouvertures  ...  ...  ...  ...  each  4 o 

No.  I.  Pour  un  Drame.  No.  2.  Pour  une  Pastorale. 

No.  3.  Pour  un  Opera  Comique. 

Heller’s  Der  Freischiitz  Studies  ...  ...  ...  ...  6 o 

Heller’s  Dans'  Ics  Bois,  (Nouvelle  suite) 


o 
o 
o 
o 

OURY,  Madame. 

Oury’s  Auld  Robin  Gray.  Transcription  ...  ...  4 o 

Oury’s  Souvenir  d’Edimbourg.  Fantasia  on  Scotch  Airs  4 o 
Outy'-’s  Blue  Bells  of  Scotland.  Transcription  ...  ...  4,0 

Oury’s  Bohemian  Girl  (When  other  lips)  ...  ...  4 o 

Oury’s  Martha.  Grand  Fantasia...  ..  ...  ...  4 o 

Oury’s  “Dites  lui.”  Romance  from  “The  Grand  Duchess”  3 o 

CRAMER. 

(BOUQUETS  DE  MELODIES.) 

Cramer’s  Genevieve  de  Brabant,  two  Books  ...  each  4 o 
Cramer’s  La  Perichole,  two  Books...  ...  ...  . each  4 o 

Cramer’s  Princess  of  Trebizonde,  two  Books  ...  each  4 o 
Cramer’s  Grand  Duchess,  two  Books  ...  ...  each  4 o 


No-  I.  Entree  

2S. 

No.  5.  Ecureuil  poursuiri 

2S. 

No.  2.  Bruits  de  la  foret 

3s- 

No.  6.  Waldsage 

.. 

4S. 

No.  3.  Promenade  du  Chasseur 

3s- 

No.  7.  Retour 

... 

3s- 

No.  4.  Fleur  Solitaire 

2S. 

. 

Heller’s  33  Variations  on  a Theme  of  Beethoven’s 

• V 

5 

Heller’s  Deux  Impromptus 

... 

each 

4 

Heller’s  Trois  Nocturnes  ... 

...  •••  ... 

each 

3 

Heller’s  Deux  Polonaises  ... 

r 



each 

4 

FAVARGER. 


Favarger’s  Der  Freischiitz. 


Fantasia 

Favarger’s  Oberon.  2nd  Fantasia 
Favarger’s  Merry  Wives  of  Windsor. 


Fantaisie 


TAYLOR.  W.  F. 


Taylor’s  Genevieve  de  Brabant. 
Taylor’s  Five  o’clock  in  the  Morning. 
Taylor’s  L’ceil  Creve.  Fantasia  ... 


4 O 

4 o 
4 o 


bolo,  4s.  Duet  5 o 
Transcription  ...  3 o 

4 o 


TOM  BROWN. 

Tom  Brown’s  Happier  Days.  Melody  ... 
Tom  Brown’s  Thoughts  of  Home.  Romance 
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